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Thomas P. Campbell, ed., Tapestry in the 
Baroque: Threads of Splendor, e x h . cat. New Haven 
and London: Yale University Press for The Metropolitan 
Museum of Art, 2007. 563 pp., 175 color pis., 169 b/w 
ills., bibliog., index. $75. 
Following the great success of his Tapestry in the Re­
naissance: Art and Magnificence (2002),1 Thomas Campbell 
has once again succeeded in satisfying the high level of 
aspiration and great expectations of the professional world. 
That most recent success was his exhibition Tapestry in the 
Baroque: Threads of Splendor,2 shown at The Metropolitan 
Museum of Art, New York, from October 17, 2007, to 
January 6, 2008. Campbell's catalogue is dedicated to the 
gradual emergence of tapestry manufacturing from the late 
sixteenth century onward. Chronologically, thematically, 
and didactically, it follows seamlessly from its predecessors. 
The Baroque era, seen as dating between 1575 and 1725, is 
ptesented; the late Baroque and Rococo periods are disre­
garded. 
Campbell explains the historical reasons for the choice 
of this particular time frame. One reason was the decline 
around 1570 of the once­dominant Flemish centers of tap­
estry making, above all Brussels and Antwerp. This decline 
was a result of the religious strife and civil wars that raged in 
the Low Countries during the last third of the sixteenth 
century. During the second decade of the eighteenth century 
the definitive replacement of tapestries with paintings as the 
representative visual medium took place—a loss in prestige 
that continues today. Clearly, this fundamental change in 
the perception and appraisal of tapestries led to the practice 
of surrounding them with illusionistic borders that imitated 
carved and gilt picture frames, thus endowing tapestries with 
the conventional presentation form of paintings (see cat. 
nos. 55, 58). The increasing loss of quality in tapestries, 
which were produced in ever­greater numbers, led to their 
falling completely out of fashion by the end of the eigh­
teenth century as the medium of courtly representation. 
Moreover, the reputation of high­value older tapestry series 
faded; owners hardly attended to the inventories that had 
been handed down to them. Furthermore, as a result of 
constant, excessive use and neglect, many tapestries were 
largely worn out. 
Campbell's essays form the didactic framework of this 
catalogue. In addition to the introduction, "The Golden 
Age of Netherlandish Tapestry Weaving" (pp. 3­15), and 
the first chapter, "The Disruption and Diaspora of the Neth­
erlandish Tapestry Industry, 1570­1600" (pp. 17­27), he is 
the author of all the contributions about the social and 
historical aspects of the production of and trade in Baroque 
tapestries, their use, and reception. His detailed, self­con­
tained essays are "The Development of New Centers of 
Production and the Recovery of the Netherlandish Tapestry 
Industry, 1600­1620" (pp. 61­75); "Stately Splendor, Wo­
ven Frescoes, Luxury Furnishings: Tapestry in Context, 
1600­1660" (pp. 107­21); "Collectors and Connoisseurs: 
The Status and Perception of Tapestry, 1600­1660" (pp. 
325­39); and "Continuity and Change in Tapestry Use and 
Design, 1680­1720" (pp. 491­507). Taken together, these 
information­rich essays serve not only the reader but also 
other authors as reliable documents for the characterization 
and comprehension of widely varied developments. 
On this occasion, as with Tapestry in the Renaissance, 
Campbell was able to enlist the most renowned interna­
tional experts. Thus from the beginning it was guaranteed 
that the catalogue texts represented the current state of 
research,' and even partly defined research in a new way. 
Thus, Wendy Hefford's essay, "The Mortlake Manufactory, 
1619­49" (pp. 171­83), was based on many years of research 
for a forthcoming book on English tapestry of the seven­
teenth and eighteenth centuries, to be published by the 
Victoria and Albert Museum, London; and Lucia Meoni's 
essay, "Tapestry Production in Florence: The Medici Tap­
estry Works, 1587­1747" (pp. 263­75), profited from prepa­
ratory work for the exhibition "La nascita dell'arazzeria 
medicea. Dalle botteghe dei maestri fiamminghi alia mani­
fattura ducale dei 'creati fiorentini,'" which was held during 
the summer of 2008 in Florence.4 
The sole region in Europe where an appreciable num­
ber of tapestries were produced and ttaded during this time 
period was the Spanish Netherlands (Flanders). Descriptions 
of the developments there, with many fateful highs and 
lows, are extended over several chapters and run as a thread 
through the entire catalogue. Not until the general decline 
and loss of the monopoly once held by the traditional 
Flemish centers did the prerequisites for the emergence of 
effective tapestry manufacturing in other locations in Eu­
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rope fall i n t o p lace ( C a m p b e l l describes th i s in "Dis rup t ion 
a n d Diaspora ," pp. 17-27) . T h e eng ines of t he se deve lop ­
m e n t s were a lmos t always highly qual i f ied mas te r ­weavers 
f r o m Flanders , w h o genera l ly w e n t i n t o exi le o n religious 
grounds , t o loca t ions w h e r e t he i r skills were t h e n employed 
for t h e prest ige of a n e w lord of t h e l and . In th is process t h e 
f o u n d i n g of tapest ry m a n u f a c t u r i n g o f t e n led to t h e conso l ­
ida t ion of t h e e c o n o m y in t h e maste r ­weavers ' n e w h o m e ­
towns . H i g h ­ v a l u e produc t s or ig ina t ing in France were to 
d o m i n a t e t h e i n t e r n a t i o n a l marke t ; t h e n a m e " G o b e l i n s " 
b e c a m e t h e s y n o n y m for "tapest r ies par exce l l ence . " T h e 
special p a t h s of d e v e l o p m e n t s in Italy, t h e n o r t h e r n N e t h ­
er lands , and England , too, are a c k n o w l e d g e d in i nd iv idua l 
chap te r s . In con t ras t , t h e c o m m e n t s o n exi led workshops in 
G e r m a n y are qu i t e shor t a n d focus o n H a n s v a n de r Biest, 
w h o worked at t h e cour t of D u k e M a x i m i l i a n I of Bavar ia 
f r o m 1604 t o 1618 a n d co l l abora ted closely w i t h t h e cour t 
p a i n t e r Pe te r C a n d i d (see C a m p b e l l , " N e w C e n t e r s , " pp. 
61­75 , ca t . no . 8). T h e b l a m e for th i s shou ld n o t be assigned 
to t h e au thors , h o w e v e r ; ra ther , it is u n f o r t u n a t e l y a symp­
t o m of t h e c u r r e n t s ta tus of research o n tapes t ry p r o d u c t i o n 
in t h e G e r m a n ­ s p e a k i n g coun t r i e s , 5 w h i c h has n o t k e p t pace 
w i t h genera l d e v e l o p m e n t s for some t i m e . 6 
T h e per iod of gradual recovery and t h e second per iod of 
prosper i ty for t h e Flemish t apes t ry ­mak ing indust ry are in­
ext r icably l inked t o Pete r Paul R u b e n s , t h e o u t s t a n d i n g 
ar t is t of t h e t i m e (see C a m p b e l l , " N e w C e n t e r s , " pp. 61­75 , 
a n d ca t . nos . 10­11; a n d G u y Delmarce l , "Tapes t ry in t h e 
S p a n i s h N e t h e r l a n d s , 1625­1660 ," pp. 203­17 , and ca t . nos . 
19­24) . R u b e n s first b e c a m e fami l ia r w i t h t h e ar t of tapest ry 
w i t h i n his o w n family circle. His m o t h e r , M a r i a Pype l inckx , 
d e s c e n d e d f r o m a fami ly of tapest ry dealers , and his second 
wife, H e l e n a , was t h e younges t d a u g h t e r of Dan ie l F o u r m e n t 
of A n t w e r p , a prosperous dea le r in tapest ry and silk. O t t o 
Venius , o n e of Rubens ' s t eachers , was a t r a ined c a r t o o n 
pa in te r . M o r e o v e r , in his y o u t h R u b e n s h a d al ready i n t e n ­
sively s tud ied t h e ca r toons of t h e mos t f a m o u s Acts of the 
Apostles tapestr ies . T h e s e were original ly des igned by Ra­
p h a e l in 1515­1516 for Pope Leo X t o h a n g in t h e Sis t ine 
C h a p e l in t h e V a t i c a n . 7 R u b e n s des igned at least four large 
sets of tapestr ies , e a c h o n e of w h i c h c a n be regarded as a 
chief work of Baroque tapest ry art . F u r t h e r m o r e , pa in t ings 
t h a t were n o t original ly i n t e n d e d t o b e c o m e ca r toons were 
la ter a d a p t e d t o m e e t th is purpose . 
Rubens ' s successful d e b u t in tapest ry design was m a r k e d 
by his series cal led The History of the Roman Consul Decius 
Mus, w h o volun ta r i ly laid d o w n his life for t h e sake of his 
t roops and h o m e l a n d . T h e p a i n t e r i n t e rp re t ed th i s as a n 
exempla ry ac t of pa t r io t i sm, bu t it was n o t a c o m m o n sub jec t 
in art (cat . nos . 10, 11). T h e prepara to ry work lasted a lmos t 
t w o years ( 1 6 1 6 ­ 1 6 1 7 ) , a f t e r w h i c h h e finally del ivered e igh t 
m o n u m e n t a l ca r toons , all p a i n t e d exquis i te ly in oil o n fine 
canvas , to t h e w o r k s h o p of t h e mas te r ­weaver J a n Raes II. 
T h e c a r t o o n s were la ter t o b e c o m e t reasures of t h e Princely 
C o l l e c t i o n of L i e c h t e n s t e i n . T h e Decius Mus series was t h e 
first t o br ing t h e ve rve a n d g r a n d e u r of R u b e n s ' s Baroque 
style to tapes t ry design. A l o n g w i t h t h e unpara l l e l ed display 
of color , R u b e n s i n t roduced a comple t e ly n e w style, w h i c h 
was soon t o b e c o m e exempla ry for o t h e r art is ts a n d weavers . 
A s a result , f r o m th i s t i m e o n w a r d , t h e dyers h a d to a d a p t 
t he i r pa le t t e to t h a t of t h e pa in t e r , desp i te t h e fac t t h a t t h e 
color­ fas tness of t h e dyes t hey h a d t o choose suffered over 
t h e course of t ime . T h e c o n c e p t in oil t o o k p r e c e d e n c e over 
t h e final t ex t i l e vers ion . 
Just five years a f t e r t h e Decius Mus series, R u b e n s ' s 
i n n o v a t i o n s for t h e twe lve ­pa r t series The Life of Constantino 
the Great direc t ly in f luenced t h e p r o d u c t i o n of t w o fore ign 
m a n u f a c t u r e r s . D u r i n g a stay in Paris in 1622, h e c rea t ed 
largely semina l designs, w h i c h were charac te r ized by a clas­
sical style of a lmos t a rchaeo log ica l prec is ion . T h e q u e s t i o n 
of w h e t h e r t h e Constantine series was a di rec t c o m m i s s i o n 
f r o m t h e F r e n c h k i n g Louis XIII or w h e t h e r t w o e n t r e p r e ­
n e u r weavers , M a r c C o o m a n s ( M a r c d e C o m a n s ) and Frans 
v a n de r P l a n c k e n (Francois d e la P l a n c h e ) , ac ted as in te r ­
media r ies h a s n o t yet b e e n conc lus ive ly resolved (see Isa­
bel le Denis , " T h e Paris ian W o r k s h o p s , 1590­1650 , " pp. 123­
47; ca t . n o . 14). 8 W h a t e v e r t h e answer m a y be, t h e seria 
princeps of t h e C o n s t a n t i n e c a r t o o n s was w o v e n i n t o tapes­
tr ies by C o o m a n s and v a n der P l a n c k e n in t he i r Faubourg 
S a i n t ­ M a r c e l workshop , probably o n orde r of t h e king, w h o 
in 1625 gave t h e series as a p r e s e n t t o t h e Papal N u n c i o , 
C a r d i n a l Francesco Barber in i , a n e p h e w of U r b a n VIII . T h e 
ca rd ina l was so pleased w i t h th is gift of regal sp lendor t h a t 
h e h a d add i t i ons m a d e f r o m designs by Pie t ro da C o r t o n a . 
T h e s e were w o v e n in his o w n pr iva t e m a n u f a c t o r y , t h e 
Arazzeria Barber in i in R o m e , w h e r e some of t h e m o s t a m ­
bi t ious series in I t a l i an Baroque style emerged unt i l 
Francesco ' s d e a t h in 1679 (see James G . Harpe r , "Tapes t ry 
P r o d u c t i o n in S e v e n t e e n t h ­ C e n t u r y R o m e : T h e Barber in i 
M a n u f a c t o r y , " pp. 293­303 , ca t . no . 35). 
R u b e n s ' s n e x t a n d u n d o u b t e d l y mos t f a m o u s series is 
The Triumph of the Eucharist. It is widely cons ide red to 
ep i tomize of his r evo lu t iona ry n e w style. T h e i n v e n t i v e n e s s 
of his c o m p o s i t i o n s is coup led w i t h t h e t e c h n i c a l bravura of 
t h e weavers , e x t e n d i n g t h e i l lusionist ic bounda r i e s of Flem­
ish tapest ry p r o d u c t i o n f u r t h e r t h a n ever before (see Del­
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marce l , "Tapes t ry in t h e S p a n i s h N e t h e r l a n d s , " pp. 203-17 , 
cat . nos . 19-24) . T h e Euchar i s t series was c o m m i s s i o n e d in 
1626 hy A r c h d u c h e s s Isabella Cla ra Eugenia for t h e c o n v e n t 
of t h e Descalzas Reales (Bare foo t Clares ) in Madr id . T h e 
ambi t ious series cons is ted of t w e n t y tapest r ies . It was w o v e n 
in t h e w o r k s h o p of J a n Raes II in Brussels and sen t t o S p a i n 
in 1628. T h e tapest r ies h u n g in t h e c o n v e n t c h u r c h in t w o 
rows ar ranged o n e above t h e o t h e r , borde r t o u c h i n g border . 
In order t o a c h i e v e a unif ied impress ion , R u b e n s rep laced 
t h e c o n v e n t i o n a l o r n a m e n t a l borders w i t h a n i ngen ious 
f r a m i n g device : i l lusionis t ic a rch i t ec tu r a l borders , inside of 
w h i c h t h e scenes are s h o w n o n t rompe- l ' oe i l tapes t r ies un ­
fur led a n d h e l d in place by di l igent pu t t i (p. 219, a n d see figs. 
19­21) . A playful in te l l ec tua l c o n c e p t and i n v e n t i v e spat ia l 
fo rmula were t hus c rea t ed w h i c h were ent i re ly new, at t h e 
t ime. T h e p a i n t e r careful ly s tudied t h e visual ef fec t of th is 
a r r a n g e m e n t in small bozzetti ( p a i n t e d ske t ches ) (see ca t . n o . 
22) . 
T w o pieces f r o m t h e series were e x h i b i t e d at t h e M e t ­
ropo l i t an M u s e u m , t h e magn i f i c en t Triumph of the Church 
over Ignorance and Blindness, t h e t h e m a t i c c e n t e r p i e c e of t h e 
series, a n d t h e smaller , secular Hierarchy in Adoration (see 
ca t . nos . 21, 24) . T h e r e Ecclesia appears e n t h r o n e d u p o n h e t 
t r i u m p h a l carr iage, t h e e m b o d i m e n t of t h e C a t h o l i c c h u r c h 
ves ted w i t h all t h e insignia of papa l au thor i ty , effortlessly 
p u s h i n g aside its powerless enemies . T h i s was a par t icu lar ly 
i n s t ruc t ive h igh l i gh t of t h e e x h i b i t i o n , and , t o g e t h e r w i t h 
t h e a c c o m p a n y i n g exhib i t s , it let o n e fo l low s tep by s tep t h e 
preced ing des ign process, i nc lud ing t h e tapest ry designs 
(d r awn in mir ro r image t o t h e desired o r i e n t a t i o n of t h e 
f in ished t apes t ry) . A t t h e b e g i n n i n g lay a small bozzetto, 
p a i n t e d t h e r ight way a r o u n d , des igned quickly wi th a t h i n 
app l i ca t i on of color , w i t h w h i c h t h e p a i n t e r es tab l i shed t h e 
f u n d a m e n t a l figure groupings . A far m o r e carefu l , deta i led , 
a n d colored modello fo l lowed, w h i c h conc lus ive ly resolved 
t h e spat ia l re la t ionsh ips and already showed t h e mirror im­
age of t h e c o m p o s i t i o n , so t h a t a ful l ­scale c a r t o o n cou ld be 
d r a w n accord ing to it. A s tapest r ies are w o v e n f r o m t h e 
back , t h e finished image appea red o n c e again in its or ig inal 
o r i e n t a t i o n (see ca t . no . 19). T h e final tapes t ry designs 
d o c u m e n t e d t o be def in i t ive ly by R u b e n s for t h e History of 
Achilles were n o t r ep resen ted in t h e e x h i b i t i o n . It is reason­
able t o suppose t h a t t hey were c o m m i s s i o n e d for t h e busi­
ness of his f a the r ­ in ­ l aw, Dan i e l F o u r m e n t . 
In a d d i t i o n t o R u b e n s , Jacob Jordaens , w h o was a n 
indus t r ious a n d i n v e n t i v e tapest ry designer , is k n o w n t o 
h a v e d r a w n n o fewer t h a n seven c o m p l e t e series and t o h a v e 
co l l abora ted in m a n y more . If o n e wished t o faul t t h e c o n ­
c e p t of t h e e x h i b i t i o n , it m i g h t be in r ep re sen t ing th is 
ex t r eme ly p r o d u c t i v e ar t is t by only t w o works: t h e early, still 
largely c o n v e n t i o n a l Maidservant with a Basket of Fruit f r o m 
a n e igh t ­p i ece series Scenes of Country Life a n d t h e sp lendid 
and wit ty c o m p o s i t i o n Creation of the Horse f r o m a n e igh t ­
p iece series t i t led Horsemanship, w o v e n b e t w e e n 1665 a n d 
1666 by Everaer t Leyniers III in Brussels for Empero r 
Leopold I (see ca t . nos . 25, 26) . 
T h e well­organized p r e s e n t a t i o n of t h e last phase of 
Flemish Baroque tapes t ry p r o d u c t i o n in a dis t inc t sec t ion of 
t h e e x h i b i t i o n m a y h a v e b e e n a n eye ­opene r for m a n y 
visitors (see K o e n r a a d Brosens, "Flemish P r o d u c t i o n , 1660­
1715," pp. 4 4 1 ­ 5 3 ) . T h e art is try of t h e l ively color fu l designs 
by Phi l l ippe d e H o n d t and t h e r i chness a n d qual i ty of 
w e a v i n g by t h e Judocus de V o s w o r k s h o p in Brussels were 
u n e x p e c t e d . T h e tapes t r ies crea ted for J o h n C h u r c h i l l , D u k e 
of M a r l b o r o u g h , t h e grea t mili tary adversary of Louis XIV, 
inc luded al legorical armor ia l s as well as a n e l even ­p i ece 
series r ep re sen t i ng t h e duke ' s vic tor ies in bat t l e . A m o n g 
these , t h e tapest ry i l lus t ra t ing t h e th i rd Siege of B o u c h a i n 
t rave led t o N e w York a n d t o g e t h e r w i t h t h e d r a m a t i c Naval 
Battle f r o m t h e Art of War series offered a m p l e visual proof 
in favor of t h e i r o u t s t a n d i n g ar t is t ic r a n k (cat . nos . 55­57 ) . 
A m o n g t h e exi le coun t r i e s , France u n d o u b t e d l y 
a d o p t e d a l ead ing role a n d h e n c e t h r e e c h a p t e r s of t h e 
ca ta logue are ded ica t ed to t h e d e v e l o p m e n t s t he re . Isabelle 
Denis discusses t h e first of t h e g r o u n d b r e a k i n g c a r t o o n de­
signs by R u b e n s a n d t h e heyday of t h e var ious early Par is ian 
workshops of 1590­1650 shaped by S i m o n V o u e t (pp . 123­
39) , t o w h i c h t h e beg inn ings of t h e w o r k s h o p in t h e H o t e l 
des G o b e l i n s , later t h e l ead ing workshop , be longed . T h e 
p r e e m i n e n c e of n a t i v e F r e n c h m a n u f a c t o r i e s in E u r o p e a n 
tapest ry p r o d u c t i o n was a c h i e v e d u n d e r t h e p a t r o n a g e a n d 
p r o t e c t i o n of t h e S u n King, Louis XIV. By his order , Jean ­
Bapt is te C o l b e r t , s u p e r i n t e n d e n t of t h e B a t i m e n t s du Roi , 
es tabl i shed t h e f a m o u s M a n u f a c t u r e Royale des G o b e l i n s 
b e t w e e n 1662 a n d 1664. T h e r e h e g a t h e r e d t o g e t h e r a n 
exempla ry group of art is ts a n d c r a f t s m e n , n o t only weavers , 
but also pa in te r s a n d c a r t o o n des igners (see Pasca l ­Francois 
Ber t rand , "Tapes t ry P r o d u c t i o n at t h e G o b e l i n s dur ing t h e 
Reign of Louis XIV, 1661­1715 ," pp. 341­55) . T h e ex t rao r ­
d inary a c h i e v e m e n t s of t h e G o b e l i n s w o r k s h o p were in large 
par t due to t h e vis ion a n d ar t is t ic skill of t h e cour t p a i n t e r 
C h a r l e s Le Brun, w h o was o n e of t h e mos t prolif ic a n d 
i n n o v a t i v e tapest ry des igners of t h e t ime . T h r e e works by 
h i m are t hus duly acknowledged : first, Water f r o m his four­
p iece series The Four Elements (cat . n o . 39) , a n d , second , t h e 
impressive Battle of the Granicus f r o m his five­piece series 
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Story of Alexander the Great (cat. no. 40).9 The chapter's 
most detailed and sophisticated discussion is dedicated to Le 
Brun's strikingly ambitious fourteen-piece series The History 
of the King, celebrating Louis XIV's talents as statesman, 
warlord, and patron of the arts (cat. nos. 41-47). Two 
tapestries, each representing a key moment of Louis's still 
young political career, The King's Entry into Dunkirk and The 
Audience with Cardinal Chigi, were displayed together adja­
cent to preparatory studies by Le Brun and to Adam Frans 
van der Meulen's preliminary watercolor View of the City of 
Dunkirk. Moreover, Louis XIV was well known for his great 
interest in the manufacture of tapestries. His regular visits to 
the Gobelins workshops are legendary and as such became 
one of the major topics of the series. Le Brun's preliminary 
drawing of this event was also shown in the exhibition. 
The discussion of developments in France is completed 
by Charissa Bremer­David's chapter, "Manufacture Royale 
de Tapisseries de Beauvais, 1664­1715" (pp. 407­19). After 
the Gobelins, this workshop was the second­most keenly 
supported by Louis XIV, and it became known in particular 
for its inventive tapestries illustrating exotic themes (cat. 
nos. 50­52). 
The editorial supervision of this catalogue, with its 
comprehensive bibliography and authoritative index, is ex­
cellent. The new photographs of the works by Bruce White 
are of his usual exquisite quality, and the general standard of 
the images is pleasingly high. 
The result is that Thomas Campbell's book is an ex­
cellent example of how public appeal and a high academic 
standard need not be mutually exclusive. 
Hanns Hubach 
Assistant Professor, Department of Early Modern Art 
Institute of Art History, University of Zurich 
(Translated by Nicola lmrie) 
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